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ABSTRACT 
In this thesis paper, I will document and analyze the process of making my graduate 
thesis film, Thrown. I will start by stating my overall thesis statement, then move into the 
evaluation of my performance in regards to each specific area of the filmmaking process. I will 
reflect how I translated my learning at the University of New Orleans in a practical application 
short film exercise and detail my successes and struggles throughout the process. The goal of this 
investigation is to understand how I can improve in the future. In the end, I will determine if my 
thesis proves true, the level of my success in individual aspects of filmmaking, and the overall 
efficacy of Thrown as a short film. 
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CHAPTER 1 
INTRODUCTION 
 
Are there requisite universal axioms needed in order to create exceptional works of 
cinematic art? I believe that exceptional work can be achieved if the acceptance of compromise 
is eliminated from the filmmaking process. Despite an individual’s level of experience, 
environment, or situational limitations… all can be overcome to deliver an extraordinary quality 
of cinematic storytelling, if the filmmaker sets the highest standards for themselves and does not 
waver. Within this paper I will analyze my ability to eliminate compromise from the process of 
creating the thesis film Thrown. I will evaluate my comprehensive knowledge of filmmaking 
gained at the University of New Orleans as applied to the execution of creating and producing 
the short film Thrown. Specifically, I will examine my roles performed as the writer, director, 
producer, and editor of the project. I will reflect upon and determine the effectiveness and quality 
of results in these components of the filmmaking process that fell under my leadership, which 
included: script, casting, location choices, direction, cinematography, production design, editing, 
etc. After reflection upon my own performance during this exercise, I hope to gain insight into 
areas I can improve. In conclusion, I will determine whether this project qualifies on the level of 
an exceptional work of art according to my perception and self-appointed standards.  
 
2 
CHAPTER 2 
CHARACTERS PLOTTED 
 
The protagonist of the story Sam Murphy, played by Luke Sexton, is a banged up former 
rodeo cowboy just released from court-ordered rehabilitation for alcohol dependence. Sam’s goal 
of the film is to reconnect with his young daughter who is in the care of his estranged ex-wife 
and her new husband. Though Sam’s intentions are noble, his underlying sense of selfish pride 
and entitlement taint his decision-making. The character Lila Murphy, played by Andi Bryan, is 
the daughter of Sam Murphy and Charlotte Bertts. Lila seemingly lacks understanding of the 
adult circumstances encompassing her parents’ relationship and current environment. She is 
Sam’s most ardent supporter and represents the manifestation of Sam’s goal structurally within 
the script. The character of Charlotte Bertts, played by Chelsea Bryan, is the ex-wife of Sam and 
the protective mother of Lila. Charlotte is bruised emotionally from her previous relationship and 
is motivated to find a healthier path for her daughter and herself. Deputy Bertts, played by Tyler 
Gibbs, is the stoic no-nonsense husband of Charlotte and the newly minted stepfather of Lila. 
Bertts is excited by the idea of his new instant family and views the idea of Sam re-entering the 
picture to be very threatening. Deputy Bertts functions as the primary antagonistic force for Sam 
attaining his goal because of the collateral effect it will have upon his own hope for happiness 
and control. The character Pops Murphy, played by Phil Karnell, is Sam’s sage father. Pops 
offers restrained and cautious advice to his defiant son. His interaction with Sam provides vital 
exposition for the viewer and sets the stage for impending conflict to follow. The bartender, 
played by Lance Nelson, innocently suffers the tragic consequence of Sam and Deputy Bertts’ 
unavoidable conflict.  
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CHAPTER 3 
WRITING 
 
The initial concept for this screenplay was conceived in the Advanced Screenwriting 
class, taught by Erik Hansen, during the spring semester of my first year of graduate study. I 
initially intended to make this film in the fall of my second year, but I sacrificed that opportunity 
to help my classmates achieve their projects at that time. Though I did not make a movie of my 
own, I gained valuable experience in the production of other projects as Director of Photography 
for many of my classmates’ films. The original eight-page script remained dormant as I 
matriculated further into the program. The following year I was enrolled in professor Erik 
Hansen’s Thesis Writing class and began working on a completely different idea. The idea I was 
developing was inherently more complicated and fostered concerns of execution from a practical 
production standpoint. I was at a crossroads with a project I had invested a lot of time upon, and 
I questioned its feasibility of being produced. That is when Erik encouraged me to revisit the 
script that became the film Thrown. He thought it possessed components that, if effectively 
extrapolated, had the potential to become a compelling project. 
At this time, I took his advice and saw a clearer path to creating a film within the 
personal and practical limitations I would face. Essentially the original script, entitled Sam, 
revolved around a weathered blues musician locked in an existential existence. The appeal of this 
script was seated in the relationships between Sam, his ex-wife, and a Sheriff that naturally 
induced conflict. This eight-page original version of the script possessed a nice foundation, but 
needed enhancement from techniques I acquired from professors Erik Hansen’s screenwriting 
and Henry Griffin’s story conceptualization courses. 
 I changed the backstory of the protagonist Sam Murphy from a weathered bluesman to a 
broken-down rodeo cowboy. I wanted the world of the rodeo to be on the periphery of the story 
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in order to provide a way to cinematically represent the strength of the emotional bond between 
Sam and his daughter Lila. A core element from Professor Hansen’s courses was “Show, don’t 
tell” and I attempted to implement this as often as I could while making this film. Sam and Lila’s 
connection is actualized by the present of a bike, which Sam attempts to deliver to Lila on her 
birthday. Lila comments on this present as, “That’s not a bike, it’s a bull.” The changing of the 
story world presented a visual metaphor for the struggle of the protagonist, Sam. The occupation 
of a rodeo cowboy is to hang on to the bull as long as they can until they are thrown off. 
Cowboys don’t easily admit defeat as they try to tame an unruly beast. Therefore, the 
metaphorical bull the destructively prideful Sam is struggling with in this story is alcoholism, 
which has the potential to be far less forgiving than any real livestock. From this duality of 
theme, I decided on the title of the film Thrown.  
           In the final version of the script, I wanted the goal of the protagonist to be made as clear 
as possible from the outset, in order to allow the audience to track the progress of Sam achieving 
his goal and elicit audience emotion when he fails. Sam’s goal, which is to be reunited with his 
daughter, is disseminated through direct dialog as Sam addresses a court-ordered recovery group 
in the opening scene of the movie. I augmented this moment photographically by noting in the 
script that this is the first time the audience sees Sam’s face as he recites his goal. 
Lila is the physical representation of Sam’s goal, which presented the opportunity to 
write scenes that intercut between Lila in her environment and Sam as he moves toward Lila. 
This structure provided hierarchy of knowledge, where the audience is privy to information that 
Sam does not have. I provided information to the audience that is outside of Sam’s awareness so 
that tension begins to build and investment by the viewer into the protagonist’s plight is 
increased. I tried to incorporate this structure in the script in order to directly lead the 
postproduction edit. The script’s format is intended to build tension between the characters, 
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heightening audience anticipation for resolution. Sam’s scenes in the first half of the film are 
designed to reveal his building frustration and anxiousness to reach his daughter. These scenes 
are balanced and intercut with Lila’s world and the characters in her environment that have an 
antagonistic impact on Sam achieving reconnection with Lila. I was able to create economy of 
location and character by placing the antagonist, Deputy Bertts, in Lila’s environment, again 
allowing the audience to build anticipation for an inevitable confrontation with Sam. These 
choices not only aided in providing a script that was practical to achieve, they furnished a small 
cast with little extraneous distraction to the audience from engaging with essential characters and 
themes. There are classical elements of successful script structure that I tried to implement 
within the story structure. For example, the midpoint of the script, where the protagonist falls 
further away from achieving his goal, occurs at the conclusion of the confrontational standoff 
between Charlotte, Deputy Bertts and Sam in front of Lila’s house. This scene concludes the 
development for the characters and propels the script forward into action. Charlotte decides to 
sign custody papers, Deputy Bertts is compelled to confront Sam, and Sam starts to lose his 
battle with self-control. The greatest challenge was to script the dual action between Lila riding 
her bike and Sam’s drinking and fighting with the Deputy. The purpose of including these shots 
of Lila on her bike is to show consequences of Sam’s decisions in contrast to his goal 
represented by Lila. Sam is taking the ride of alcoholism that is underpinned by selfish pride and 
Lila is riding her bull/bike. This decision is a gamble but I aspired to create a film that has depth, 
forcing the audience to make the connection (if I could adequately assemble the pieces in 
production and post-production). The resolution of the script presents a flawed yet nobly 
intended protagonist who finally achieves his goal of connecting with his daughter, albeit under 
tragic circumstances. Again, the scripted conclusion uses intercutting performances (while Lila 
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and Sam talk on the phone) with my full intention to pull at the heartstrings of the audience as 
best I could. 
Overall the writing process started off smoothly because I already had a general vision of 
the characters, the goal of the protagonist, and the conflict I wanted to incite. However, as the 
screenwriting process continued, I struggled to make sure every line of dialog was purposeful 
when the pace of the film slowed and characters encountered each other. I knew where I wanted 
the story and characters to end up, but with so many possibilities and paths to get there, I 
struggled to put the final stamp on the script. I knew production was coming and that I needed to 
begin rehearsals, but with my thesis statement in mind, I did not want to move forward until I 
had the elements of story I desired as firmly posited in the script as possible. 
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CHAPTER 4 
CASTING 
 
 The battle to acquire the strongest performances possible for any project is largely waged 
during the casting process. Only having the ability to offer actors the opportunity and experience 
of participating, I was concerned for the level of performances and therefore the quality of the 
finished project. My anxiety was high as I headed into the casting process; the probability of 
finding performers that could make the time commitment and possessed the specific qualities 
each character called for seemed very low. I have been part of several student auditions that have 
delivered varying levels of success, including: low turnout, aspiring actors merely looking to 
experience the audition process, and general lack of enthusiasm. I tried to counter what I have 
experienced by conducting auditions a little differently. On the Internet, I combed through 
dozens of local acting groups and casting pages, reviewing profiles of individuals that met some 
of the criteria for specific characters. I compiled a list, and contacted individuals with 
information on the film and an invitation to audition. I found this process to be highly efficient. 
Whether the actors possessed the attributes or talent level I was hoping to cast, the personal 
invitation delivered an enthusiasm and desire for the project I have not witnessed in other open 
student auditions. Some of the actors shared that they face rejection regularly, and the idea that 
they were invited or handpicked and contacted to audition was extremely motivating. Detractors 
might point to the fact that I could have missed on a great performance noting that the audition 
was not traditionally defined as “open.” However, I tried to invite all the actors that I found on a 
surface level who possessed the qualifications for the scripted characters. Approaching the 
casting process in this manner was used for casting all of the male roles. 
 The part of Sam was given to Luke Sexton from Shreveport, Louisiana. I contacted him 
through a stuntman Facebook group, and though he was slightly younger than I had initially 
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envisioned, he projected a ruggedness that suited the role. He possesses a familiarity with film 
sets from his stunt work and has an extensive theatrical background from his major study in 
college. In the audition Luke workshopped prepared script sides involving the character of Sam 
and his daughter Lila (performed in the audition by producer Jade Hewitt). I periodically 
changed situations in the scene or requested an alteration of his performance to which he 
competently delivered. His performance in this setting completely separated himself from the 
other actors under consideration for Sam and I knew as soon as it was over that he would have 
the role. Luke’s stunt background was also a tremendous asset for the production since the 
climactic scene in the film called for a fight, a contingency that made the decision even more 
appealing.  
Deputy Bertts was given to Tyler Gibbs. Tyler originally read for the role of Sam, but 
even while he performed sides tailored for that character it was evident to me that he might prove 
to be better suited for the role of the Deputy. After finishing the prepared material for the 
character of Sam, he workshopped some sides prepared for the character of the Deputy and 
performed admirably.  Tyler has a stoic demeanor, which I hoped would translate to the screen 
that matched my original vision for Deputy Bertts. In meeting with Tyler I noticed he also was 
inclined to look out for his own best interest. Though this might be viewed as a potentially 
difficult personal characteristic to deal with, I saw this trait aligning with the nature of the 
character of Deputy Bertts and that his personality contrasted nicely against some of the 
characteristics that composed Luke’s natural characteristics. Tyler also brought a stunt 
background, which I believed would match the needs for the climactic fight scene. 
Originally the role of Pops was scripted as Sam’s uncle. This role was given to David 
Cole, a New Orleans native. He read for Deputy Bertts and though his performance was less 
suited than Tyler’s, his enthusiasm and attitude were desired on set. He was a very easy guy to 
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talk to, he was enthusiastic, and was committed to performance. There was just enough age 
variance between Luke and David that I thought David could fill the role. Things changed 
involving this role during the rehearsal process, however, which will be addressed later. 
The female characters were not involved in the audition process. However, when 
scripting this story, the actual real-life mother and daughter duo of Chelsea and Andi Bryan were 
in the forefront of my mind. My producer Jade and I simply visited their home and discussed 
their interest in the opportunity. I was very fortunate to gain their immediate participation 
without hesitation. Previously I had seen Chelsea in several student productions and knew she 
could deliver the type of performance I was looking for. I was aware of all the cautionary stories 
of working with children on set and the difficulties and logistical issues that can restrict 
production. Nevertheless, I believed if Andi Bryan was in the role of Lila, many of these issues 
could be minimized. I had seen her in one or two short films previously, so I knew she entered 
the project with some experience. Having her actual mother play her screen mother would more 
than likely strengthen her performance through the natural chemistry that exists in their real life 
relationship. The down time between performance and production setups can require added 
responsibilities on a production if a child is involved. I believed having the actual parent of Andi 
would allow her to remain confident and comfortable during production time. In this situation 
the structure was built into each production day by having her mother in the cast and performing 
in most of the scenes together. In addition, Jade quickly developed a rapport with Andi that 
quickly eased any hesitation I might have had about Andi’s impending comfort level and ability 
to interact with cast and crew. 
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CHAPTER 5 
LOCATIONS 
 
One of the first decisions I had to make regarding the actual production process was to 
shoot on location as opposed to shooting at the University of New Orleans Film and Theatre 
soundstage. I did not have money or labor to build out sets, so I quickly knew the soundstage 
was not going to be an option and that I was going to have to forego the complete control of 
light, production sound, and other desired aspects of filmmaking. Because I was working with a 
limited budget and limited resources, the scouting and procurement of locations took on extra 
importance because these selections also needed to provide the majority of the production value 
equated to production design. The subject matter lent itself to a more rural backdrop; however, 
there were other factors that dictated that the production had to be shot in New Orleans. These 
factors were: my extremely low budget, the ability to roster a crew, and the access to school 
equipment. The further I moved the production away from UNO the more cost I would accrue, 
whether for gas or lodging, or a number of other contingencies. I also believed if I moved the 
project outside of New Orleans I would greatly increase the risk of the crew developing issues 
with participation. I have witnessed this issue complicate several other student projects that I 
have participated on. Though the idea of shooting in New Orleans may not seem ideal for the 
subject matter of this project, there were decisions that I could make to minimize any deleterious 
impact. 
 I chose a UNO classroom for a sterile environment of the rehab meeting. The UNO 
bookstore made for a convenient location for a nondescript department store that was only used 
for two shots in the film. The parking lot of the Performing Arts Center would be empty on the 
weekend to shoot Sam leaving the rehab center. I believe these locations did not need to be 
established cinematically from a story standpoint or from a production perspective. Together 
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they created an easily contained shooting schedule. The location for Pop’s ranch was more 
difficult to find. I was excited to contact the equestrian center location in City Park; however, 
they were unresponsive to a student film shoot on their property. After several other dead ends, 
producer Jade Hewitt contacted Good Horse LLC on the Westbank in New Orleans. Good Horse 
had a couple of acres carved out in the woods, a horse pen, and a couple of horses. Of course it 
rained prior to shooting, which made the pen unsafe for the horses. As a result, we were forced to 
shoot right outside the horse pen in the clearing intended for trucks and trailers. Lila’s house, 
also on the Westbank, was the home of one of Jade’s relatives. It was not the most ideal location 
for shooting, but accessibility was the primary determining factor. I would have preferred a more 
rural setting, but I was not able to find the proper environment that was also within the New 
Orleans area in order to help facilitate practical travel of cast and crew. The driving shots in the 
truck were to be picked up throughout the production near the surrounding areas of several of the 
locations. I was too cavalier in my initial consideration of these elements. I should have been 
more rigid in my planning of these shots and the specific road locations where they would take 
place. They proved more difficult to achieve and execute than had been anticipated and required 
more structure and planned choreography. The bar scene would ideally take place in a rural 
honkytonk, but the dive bar Snake and Jake’s, and its dingy interior and unique look, suited the 
environment for the conflict between Sam and the deputy. The owner of the bar was very 
gracious and allowed total access during the day, as this business operates only at night and early 
into the morning, which suited our production needs.  
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CHAPTER 6 
DIRECTING: REHEARSAL AND ON SET 
 
I dedicated a significant portion of my script towards emphasizing non-verbal 
communication between characters. I find enjoyment in performances that are understated and 
provide the audience with insight into the character’s mental state through non-verbal body 
language and communication. I am less stimulated by lengthy dialog and have always been 
intrigued when actors emote and display depth through mannerisms that evoke intent and 
communicate psychological information of the character to the audience. I really enjoy movies 
and performances like Bill Murray in Lost in Translation (directed by Sofia Copola) and Broken 
Flowers (directed by Jim Jarmusch), Clint Eastwood in Unforgiven (directed by Clint Eastwood), 
and Jack O’Connell in ’71 (directed by Yann Demange). These films take advantage of the 
subtleties of performance to reveal character’s psychological states and disseminate information. 
Reading the actions of a character requires a cognitive investment from the audience, as opposed 
to being a non-participant and passively absorbing every character reaction and motive through 
stated dialog.  Movies are visual, and I wanted to reflect and emphasize the descriptions in the 
script as to how performances were going to be “viewed” on screen and not just displayed on 
paper. I tried to make the script a tool for actors to assimilate those nuances into the 
performances. By creating a script with these nuances, and desiring these types of performances, 
I created my biggest challenge for directing this film. I believed if my personal preference or 
“style” was to emphasize the subtleties of non-verbal cues for the audience, I must make sure the 
actors’ understanding of the script was sufficient to actualize the intent and design. 
After casting, the first thing I did was drive to Shreveport to spend some time with Luke 
and go over the script. The trip was valuable to set the tone for the production in the mind of my 
principal actor. The practical side of no-budget student filmmaking quickly materialized at the 
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conclusion of this trip. The distance of Luke to New Orleans, coupled with the other cast 
members’ schedules, was going to be an obstacle for the important preparation for the project. 
The trip to Shreveport alone cost upwards of $150 dollars (gas and meals), and I immediately 
realized my budget could go quickly if I did not pay close attention. To my frustration and 
devastation, the ability to organize rehearsals that included full cast participation stayed outside 
my ability to establish. Luke worked for an adventure park in Shreveport, whose primary 
business hours were conducted on the weekends. This conflicted with the other male characters, 
whose jobs were during weekdays. I could not find a time when the male performers could come 
together. The female characters, comprised of a working mother and an eight year old, also 
proved to create insurmountable problems with scheduling. Though compromise now had a 
stranglehold around my project, I decided to do my best and meet with all the characters 
individually at their homes and work with them as best I could. I knew these meetings could not 
represent the effectiveness of actual rehearsals, but I tried to maximize each experience for the 
actors as best I could. 
 Practically exasperated a week before the production was to begin, I did manage to 
schedule one rehearsal with all the male characters present. Unable to gain access space at the 
Performing Arts Center, I secured a room in the UNO student center to recreate their scenes. 
Luke and Tyler’s scenes were my primary focus for our abbreviated time. Luke had great 
suggestions and instincts. Tyler continually wanted to rework/add lines to construct more focus 
and screen time for his character. I capitulated to most of his requests in order to preserve 
interest, knowing as long as I could get the feel and essence of his character in the performance, 
any extraneous embellishments could be removed in postproduction. After Luke and Tyler 
worked their scenes, Luke began the scenes with David. My enthusiasm for David’s potential 
performance quickly evaporated. Tasked with a supporting role as opposed to the more 
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prominent role he originally auditioned for, it proved very difficult for David to remain 
motivated. It just was not working for the character; the circumstances adversely affected 
David’s rehearsal performance. This scene between Sam and his uncle/mentor was an essential 
vehicle to provide exposition for the audience. It appears small but it is very important to the 
character of Sam, his arc, and the structure of the film. I made an emergency call to Phil Karnell 
(an acting heavy-weight in my mind) and met with him the next day. I explained the importance 
of this scene, the situation I was facing, and he agreed to play the role. I adjusted the part from 
Sam’s uncle to his father, Pops. I was relieved to know now the performance and scene would 
exceed my expectations because of Phil Karnell’s involvement. 
             I had hopes of working with the child-actor Andi more than I was able to establish. 
Scheduling and communication were difficult during the pre-production process for Chelsea and 
Andi. I have always heard of the difficulties of working with young inexperienced actors, so I 
tried to consider how this character would be presented on screen in the script. I attempted to 
limit her actual screen exposure in terms of performance by relying on the supporting characters 
around Lila. I formatted the script so that her performances were primarily driven by her 
presence alone and not requiring heavy dialog. I was going to have to rely on this planning, 
because accessibility to rehearsal was limited to a couple of home visits that were difficult to 
control and focus. My desire to have her performance thoroughly vetted during the preproduction 
portion of this project was not actuated. I was going to have to place reliance more heavily than I 
wanted on direction that occurred on set.  I fretted that now there were unique requirements of 
performance that must be delivered for impactful performance after only limited preparation.  
           This movie essentially revolves around a “cowboy,” stereotypically men of few words. 
Because my script was lighter in dialog than most, I needed to do a great job emphasizing these 
moments in the script so they were understood by the cast, in order to appear within their 
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performances, especially Sam. This was a very ambitious undertaking considering my general 
lack of experience working with actors, the actors’ experience level, and the absence of quality 
rehearsals. Nevertheless, I would visit with each performer before scenes and make sure that 
their characters’ emotional state was synced properly to the period of time in the script. I wanted 
to make sure the energy entering each scene was connected to what the script was calling for. 
Each actor involved in the project had a different comfort level, competence, and expectation of 
direction in order to deliver their best performance. This required me to adjust my directing style 
depending on who was performing. Luke had a strong inclination for what performance choices 
he wanted to bring to the character of Sam, and those choices became smoother and stronger 
after a few takes. With Luke I just had to be patient and wait for that strength and comfort level 
to emerge. Tyler was very aggressive and brazen with adlibs and dialog suggestions on set. I had 
to be attentive to all his suggestions, constantly discussing the advantages and problems of each 
script adjustment. On occasion those suggestions were really good; other times I got the 
impression he was trying to increase his screen presence and I had to as deftly as possible bring 
him back to the desired content. Once we were in agreement, he delivered a consistent 
performance. Chelsea was incredible to work with. Before each performance we would have 
brief discussions to make sure she understood the intensity level of her character and overall 
connection to character. Once I acknowledged that we had what we needed, she would always 
offer another take that varied slightly so I would have a choice in the editing room. Though her 
role was supportive in nature, she operated with great talent and professionalism. As expected, 
Andi required constant encouragement. She had a great attitude that was fun and full of energy, 
but her lack of experience did require times of composed tolerance as a director. Some scenes 
just required her presence in the scene as prescribed through script structure; otherwise, I fear the 
proposition of working with a child would have been almost impractical. The climactic scene 
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with Sam required Chelsea to feed her lines from off screen so Andi could just repeat and mimic 
performance in order to achieve proper technique and intent. Again, the structure of the script 
allowed for me to get away with this because I knew I wanted to keep the focus on Sam. In the 
edit, I knew I was going to cut away from Lila and remain on Sam’s reactions. Working with 
Andi proved extremely challenging and I was very fortunate to have both Chelsea and Jade there 
to help her and comfort her in a way I couldn’t.  
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CHAPTER 7 
COSTUME, HAIR AND MAKEUP 
 
All of the action in the film takes place during one day. The period of time is established 
as contemporary. The challenge for costume and hair and makeup was to create consistent looks 
from scene to scene and from production day to production day. Duplicate wardrobes were 
acquired for the protagonist, since he was scheduled for almost every production day. Most 
costume considerations were pretty straightforward; the sheriff’s uniform was rented at a local 
costume shop; as well as, cowboy hats, blue jeans, etc. The biggest unique challenge for the 
makeup department was the fake blood for the bartender’s gunshot wound. Kristina Nicely 
prepared the mockup well and this practical effect was adequate for the scene. That coverage was 
shot last because I failed to have duplicate wardrobes for the bartender, but it did not affect the 
production or shooting schedule for the most part.  
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CHAPTER 8 
PRODUCTION DESIGN 
 
As previously mentioned, the production design was tied closely to the selection of the 
locations. I did not have the resources to shoot on a sound stage and, by forgoing that option, it 
was in the best interest of the production to make the practical locations an asset to the film. 
Originally I wanted to mimic the production design of Traffic (directed by Steven Soderbergh), 
where color palettes are distinct to the environment of specific characters. Sam’s environment 
was to be dark and rough, with deep colors. This environment was to contrast with a softer, safer, 
pastel environment for Lila. I believe this was achieved to a small extent for this project, 
however, I would not say there is a stark delineation between different environments because of 
production design. The locations that were chosen were all active places of residence and 
business that allowed access for shooting, but did not accommodate set dressing the 
environments prior to the shooting schedule. Once we arrived on set, skeleton set dressing was 
assembled for scenes as time allowed. Most locations where simply augmented to enhance what 
was already present. For instance, at the ranch location, there were horse trailers and hay bales. 
We simply arranged those resources to create an environment that benefitted the scene. Another 
example would be the bar; red Christmas lights are permanent fixtures in the location, so we 
augmented what already existed with extra red strings in order to try and create a dangerous 
space. The sterile, organized, and nicely appointed house that was the primary environment for 
Lila provided contrast to Sam’s environment. This contrast was intended to express the 
separation between the two characters for the viewer. The locations secured had to have some 
elements of desired production design needs, then simple embellishment and augmentation of 
props and set dressing was preformed. Producer Jade Hewitt was able to secure the donation of a 
Sherriff car from a local prop house for two days of production. This addition really changed the 
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perspective of the exterior of Lila’s house exterior, strengthened the story, and subtly set the 
stage for the inevitable conflict within the narrative.  
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CHAPTER 9 
CINEMATOGRAPHY 
 
I wanted to photograph this film myself. I have gained the experience of shooting other 
projects during my studies at UNO, which originally justified this desire. I was responsible for 
this film and I initially saw it as a favorable time to showcase my interpretation of 
cinematography as a powerful storytelling tool in a way that rarely affords itself when executing 
someone else’s creative vision. I still have regrets that I could not follow through with this 
ambition. I was not able to cultivate an environment that I believed shooting Thrown myself, 
would be successful. Three weeks before production, I chose not to follow this path and decided 
to ask Trenton Mynatt to be the Cinematographer. I made this decision for several reasons. As 
the project approached, there were several obstacles to overcome that required my time-
management to be re-evaluated. Other aspects of preparation for the film were not being attended 
to, and I feared there were going to be inevitable problems during production that would require 
all of my attention. Even though I failed in my own aspirations, I recognized the practical 
advantages Trenton would bring to the project and I wanted to take advantage of the strong 
relationships Trenton had with the crew. Though I was responsible for this film, I was aware 
that, sociologically, I was an outsider among the students that comprised the crew. I did not 
possess the strong relationships that Trenton had cultivated with crewmembers for this particular 
project.  
Visually, I am inspired by the full display of technique consistently executed by the 
cinematographer Roger Deakins in films like, The Assassination of Jesse James by the Coward 
Robert Ford (directed by Andrew Dominik). The standard of excellence in framing and use of 
subtle camera movement have inspired me to strengthen my own skills during my time of study 
at The University of New Orleans. I wanted this project to carry a similar level in attention to 
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detail and execution. I had a very strong visual plan, but that plan was for the most part self-
contained. I failed to create excitement and a vested understanding of my photographic plan in 
order to elevate execution. In the weeks leading up to production, limited time and availability 
among the crewmembers of the camera department compromised the quantity and quality of pre-
production preparation I desired. I could not organize comprehensive meetings. I could not 
inspire passionate time investment that would deliver results to the standard I originally desired 
for this project. This was one of my biggest disappointments and lessons of this process. 
Inevitably, my inability to conduct the level of preproduction is the facet of the filmmaking 
process that allowed compromise to enter the filmmaking process the most. I generated detailed 
overheads, shot lists, and storyboarded important scenes, but I failed in creating interest in those 
tools outside of myself. I was able to schedule one walk through on location for the climactic 
scene just days prior to shooting. All of the members of the crew are smart and capable 
individuals and I have respect for everyone that participated. However, I take responsibility and 
culpability in failed leadership that was needed in order to eliminate compromise from the 
project completely. At this time I was committed to shoot and I was thankful for the crew’s 
willingness to participate during the actual production days. One of the invaluable lessons I take 
from creating this thesis project is: if I ever want to develop the highest expectations for elevated 
future work, I must require exceptional preproduction preparation from everyone involved and a 
superior form of leadership from myself that exceeds the effort I conducted for this project. This 
is not a new lesson I needed to learn, but one I obviously needed to have reiterated and 
experience in order to grow and implement in the future. 
 The visual plan I had composed for the film was to use shots that were longer in duration 
and wider in scope in order to isolate both Sam and Lila in each of their spaces as much as 
possible. I wanted the audience to resonate with their disconnect and isolation. I wanted each 
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character to have a sense of something missing visually. I also wanted to take advantage of the 
use of a dolly in order to reframe the characters as action unfolds, especially at the beginning of 
the scenes. This use of camera movement would allow me to achieve a few different 
applications. In some instances I wanted to emphasize certain components of scenes without 
cutting and abruptly changing the focus of the audience. For example, camera movement would 
aid in scenes where Lila is present but where most of the action involves the adults. I could 
establish Lila in the space without cutting and then move to Charlotte and Deputy Bertts. The 
camera movement allowed me to direct the audience to her presence, then redirect their attention 
to the interaction of the other characters. I also wanted to use movement to subtly tighten or 
loosen the perspective of the scene as it began or ended in order to subconsciously invite 
emotional investment and tracking of characters. Once into scenes the camera remained fixed, 
that is, until the fight in the bar. For the fight, handheld camerawork was chosen in order to add 
kinetic energy and amplify intensity to the action, effectively taking the audience into the action. 
 Fluctuating weather conditions and regimented shooting schedules altered plans for 
driving shots of Sam in his truck. These shots were the most difficult to coordinate from a 
cinematography standpoint. I learned shots such as these require the most coordination, 
collaboration, and time to execute properly. I am exceptionally grateful for the camera operator, 
Barry Cunningham, for diligently staying with the project. I definitely should have done a better 
job of leading communication between Trenton and myself. I do not believe I fully 
communicated the visual plan as competently as I could have in order to elicit the benefit of 
passionate full immersion into the project. My inability to provide exceptional leadership 
allowed for satisfactory results to be the expectation level. For example, the bar scene was 
established from a different perspective than I had originally conceptualized. Aesthetically, this 
new angle was a nicer shot than I had called for to establish the scene but subsequently initiated a 
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different path of coverage from that new starting point that I thought would be less impactful 
once we moved in from the initial shot. I relented under the hopes of shooting both options, but 
time quickly became an issue and we proceeded down the most logical visual structure and 
coverage from where we started. Regardless, Trenton did offer some nice visual suggestions 
during production. For instance, the shot of Sam’s reflection in the door window of the bar that 
turned out to be one of my favorite shots in the film. Even so, I do not think I led the overall 
collaboration between Director and Director of Photography to a level that took advantage of 
everyone’s maximum potential. The camera department as a whole competently achieved proper 
exposure and focus during the project, an easily taken for granted execution but one I am 
thankful for.  
The lighting design was to be motivated by “practical” sources. Subtle augmentation of 
light and fixtures that existed in each scene was what I wanted to initiate for this production. The 
subject matter did not lend itself to an over-produced production value. I wanted the film to be 
seated in the classicism construct. The film takes place during the day. While filming interiors, 
lights were positioned outside windows for consistent amplitude and to provide key light. With 
exterior scenes, backgrounds and character positioning were considered (as advantageously as 
possible) to make the best use of the single source of the sun. The bar scene called for the most 
extensive lighting setup. Snake and Jake’s had a very dark interior, so canned lights were 
brought in over the bar and background tables and established as practical lighting sources. As 
noted previously, red Christmas lights line the walls of the bar. In camera Bokeh (light bloom) 
created separation for the characters against the dark background elevating the need for 
unmotivated backlights.  
 
24 
CHAPTER 10 
POST PRODUCTION 
 
From the onset of conceptualizing this thesis project, my desire for the postproduction 
workflow was to be easier than any other part of the filmmaking process. I wanted to follow the 
Hitchcock paradigm where all of the creative decisions are performed during preproduction, 
leaving the remainder of the film process to committed execution. I wanted a postproduction 
structure that was not responsible for creative creation or repurposing of content, but one that 
was of simple alignment of specific content that had been conceptualized during the 
preproduction process. I was unable to create this paradigm. The postproduction process was 
very instructional yet extremely difficult to arrive at a suitable result. My deficiency in 
leadership during the preproduction and production phases of the film allowed room for 
compromise to develop and problems to occur that I had to try and minimize in the 
postproduction phase. I experienced a very painstakingly long process of trial and error 
massaging the content to deliver a level of satisfaction. Whether because of large discrepancies, 
minor compromises, or an inability to conduct comprehensive follow through of plan during 
production, as mistakes compiled, an erosion to the strength of the narrative occurred which was 
revealed during the editing process.  
           The plurality of all of the difficulties I faced during the postproduction phase of 
production can be directly linked to my own compromise and lack of follow through in the 
preproduction and production phases of the project. Dealing with issues in postproduction was 
extremely edifying for my development of postproduction skills. However, after analysis, I am 
thankful for the larger lesson; I need a greater commitment and focus during preproduction and 
production, in order to minimize or eliminate future difficulties during postproduction. Again, 
this is not necessarily a lesson I was unaware of, but one that I believe I needed to experience so 
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that I could see that the level of dedication to preproduction and production during this project 
was not adequate to deliver the end result I had aspired to. I had to come to terms with an 
uncomfortable level of compromise with regard to several aspects of my original intentions and 
work extremely hard in postproduction to construct a film as well as I possibly could.  
There are several situations during this project that illustrate where difficulties occurred 
during preproduction and production, that forced me to compromise my original conception of 
this film’s postproduction process and ultimately altered the final product. For example, I believe 
some story elements could have been established and depicted with a greater degree of strength. 
Lila writing her letter to Sam during the opening shot could have been photographed with more 
care. Under pressure to stay on time with the shooting schedule, dealing with a child actor, and 
my ineffectiveness of communicating the importance of the shot, all undermined the ability to 
clearly establish the strength of the relationship between father and daughter during the opening 
shot of the film. I tried to overlay the audio of the subsequent scene over this shot in order to 
connect the shots and characters, but I do wish this element had been established a little more 
clearly. The actor was present, the camera rolled, the actions were recorded, but with a little 
better follow through and/or leadership, this story element could have been much stronger with 
or without an audio overlay simply from minor production adjustments. At times I failed in the 
leadership of the collaborative process with actors. Each actor brought unique qualities with 
varying degrees of capability and experience. I failed to illuminate understanding with the lead 
actor to appropriately display the proper emotive level required for an initial scene in the bar. 
This scene had to be removed from the story as a consequence of his unnatural performance. I 
did not direct the proper adjustments to correct his performance during production, which led to 
the elimination of the first part of the bar scene that included a brief conversation with the 
bartender. Another specific mistake on my part that illustrates the errors not addressed in the 
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preproduction and the production phase, which led to compromise in the postproduction phase, 
occurred during the scene when Lila receives her bike from the deputy. There was no sound for 
the only useable take delivered by the child actor. I did not create a system of double-checking or 
possibly an environment where the production sound mixer felt comfortable enough to make me 
aware that there was a problem. In postproduction I had to reconstruct her audio from other 
takes. These are just a few examples of several oversights that contributed to the laborious 
undertaking I created for myself in postproduction.  
Editing the production sound required an investment almost proportionately equal in time 
to the time invested in the picture edit. Again, I was exposed to a lesson that I understood prior to 
the shooting but obviously I needed to experience the potential difficulties in its execution to 
learn from and grow from as a filmmaker. The decision to shoot at practical locations was made 
to take advantage of natural production design and budgetary necessity. In doing so, clean 
production sound would be a difficult task to attain. The film was shot early fall during the peak 
of the cicada/locust cacophony each year. Due to the nature of character (a cowboy), I thought 
the potential ambient noise in the background would not be too off-putting. Inevitably they 
bloomed the loudest during one of the more technical, highly choreographed, and rigidly 
scheduled scenes in the movie (when Sam first arrives in the street in front of Lila’s). The locusts 
were not just in this scene, they were almost at a volume level that overtook moments in the 
scene from an audio standpoint. Due to difficulty making arrangements with schedules that 
eliminated the option for ADR sessions, cicada bloom was added to every outdoor scene in the 
movie in order to establish them early on for the audience and lessen the jarring impact during 
places where it was impossible to remove them. Working on the production sound was an 
incredibly meticulous process in order to bring it to a satisfactory level. 
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The original plan for the coloring of the movie was to be de-saturated. The tone of the 
story is very somber, and I wanted to have a dull and subdued color scheme to be established. 
This decision proved to be fortuitous for another reason as well. The climactic shot of the film 
(when Sam is seated on the ground in the bar talking on the phone to Lila) was unintentionally 
filmed underexposed. This circumstance left little leeway for digital manipulation without 
creating noise in the image, because much of the frame was in the knee of the latitude range of 
the recording medium. Because this circumstance occurred in the most important scene of this 
film (the climax), I chose to not crush the blacks for any shot in the movie. Again, this rigorous 
process was extrapolated by the fact that somehow some scenes were shot in different color 
spaces. Without crushed blacks and overall desaturation, the look of the film still reflects the 
doleful themes of content and the tragic emotions the film desires to elicit within the audience. 
The musical score was executed as closely to the original plan as I could have hoped for. 
I wanted to find a guitar player who had the ability to recreate a specific sound and possessed the 
perspective to understand the feeling I wanted the music to establish and carry. The music was to 
be present throughout the entirety of the film, dipping and fading under specific dialog scenes 
when necessary. I thought finding and collaborating with this person was going to be difficult; 
however, I was very fortunate to have the right set of circumstances fall into place. A respected 
musical department faculty member referred me to UNO musical student Adam Guthrie. For 
general understanding of style and tone, I shared a video clip of famed musical producer Daniel 
Lanois improvising on a guitar in his home studio. I also conducted sessions that included 
focused analysis of the film with Adam, in order to disseminate a comprehensive knowledge of 
the project. In a week’s time, Adam returned with the unpolished, gritty, sound design that is in 
the film. The music intentionally played a very pivotal role in the telling of this story 
cinematically. The music helps the audience to follow Sam’s journey even when the action is 
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away from Sam. When the film shifts to Lila’s environment, the music aids in the intention to 
subtly encourage the audience to correlate the consequences of other characters’ actions as they 
impact Sam’s goal of reconnecting with his daughter. If the music was to be light and airy or 
changed dramatically when environments changed, I believe it would invite the audience to view 
those scenes with a different perspective. By keeping the sound consistent from the time it is 
introduced with the main character Sam at the beginning of the film, the subsequent scenes’ 
actions (even when Sam is not present) are psychologically shaped with the perception of 
consequences towards Sam’s goal for the audience. My intention was for the music to help 
connect and shape perspective of actions that are consequential to Sam’s journey of reaching his 
goal within the viewer for every scene in the movie. 
During the postproduction process, I received invaluable contribution from Jade Hewitt 
with the setup and finishing workflow. Jade meticulously organized footage, down-converted 
easily managed file sizes, and synched audio and video. She showed unmatched knowledge, 
patience, and skill in dealing with these operations. Consequently, she competently walked the 
project through the final exporting stage of procedure once picture lock and sound editing were 
completed. She also helped create exports for multiple delivery options. All of these functions 
are very technical and require dedicated time investment and sophisticated knowledge. Jade 
navigated through all of these processes with ease and was a major contributor to the film in this 
capacity.  
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CHAPTER 11 
CLOSING 
 
Moviemaking as an art form is fundamentally defined by telling stories in a visual 
medium. The relationship between the writer, director, editor, and cinematographer is the 
foundation for a successful movie. The collective understanding of the story to be told by these 
four departments is the starting point for a strong project. The ability to move beyond this basic 
understanding and to actualize the details and subtleties of a particular story can separate a 
project from other films and in doing so attain a level of exceptional execution. Therefore, in 
order for a project to become exceptional, it is the quality of those essential collaborations and 
relationships that provides a chance for a project to reach its fullest potential. If a project benefits 
from high quality collaborations and understanding, it can move from just the general address of 
story to a more elevated and sophisticated cinematic experience. This theorized level of 
exceptional work is what I aspire to participate within as my career progresses.  
I wanted to write, direct, edit, and shoot this film myself. I must admit that I leave this 
project wondering if I should have performed the cinematography myself? Would the project 
have benefitted from keeping the roles of writer, director, cinematographer and editor all within 
myself? Under the circumstances, would that have given this project the ability to be 
exceptional? Maybe?...maybe not. Could this project have reached an exceptional level if I had 
strengthened my relationships socially within the department among my peers? Maybe?…maybe 
not. I worked on all of my classmates’ graduate school projects at some level, at some point 
during our matriculation. This is a unique claim I can state in regards to my graduate class, and 
one of which I am very proud and would not change in hindsight. Nevertheless, I did not instill a 
motivation in any of my graduate classmates to want to participate when it was my opportunity 
to make my thesis film. I did not gain the benefit of valuable collaboration and input from any of 
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the individuals I believe I should have been closest to during my studies at UNO. Should I have 
been more calculating and strategic in how I interacted with my peers, since the program is 
designed for each student to rely on classmates’ participation for each other’s work and quality 
of work? Moving on from my graduate class, did I set myself up socially to receive the best 
effort from everyone who did participate on this project?  Maybe?...maybe not. What I can say 
definitively is that I need to improve my communication skills and leadership when in a 
collaborative environment. Even without the cinematography duties, I cannot say I executed the 
remaining responsibilities I undertook in a manner I would characterize as exceptional. I worked 
as hard as I could, and tried to make the best decisions in all the circumstances presented; 
however, I felt I operated within my responsibilities (which includes providing leadership for 
everyone on the project) with some level of compromise in regards to the expectation level I had 
originally intended to operate and the standard I originally set for this film project.   
Ultimately I have learned, if quality relationships that fosters an investment of time into 
uncompromisingly developing and actualizing a thoughtful script and production plan, then that 
is a project that has a chance to be exceptional. I do not think this is an understanding that is 
unique to me or even gleaned from a rare insight. However, this understanding of how to be 
exceptional in the future was validated through my experience of fostering this project. The 
practical experience and the lessons I have learned will be invaluable to my growth as a 
filmmaker. I look forward to applying the knowledge I learned and the experience I gained 
during my studies at UNO (which includes this thesis project), so that I may have a chance to 
create exceptional work in the future. It is because of the knowledge through the teaching that 
UNO humbly allowed me to receive that allows me to confidently make this claim. The 
experience of this thesis film and its analysis provide the opportunity to case study how 
compromise developed in this project, so that I can accept my culpability within that process and 
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in the future correct those mistakes, which I believe will push me to future success. Thank you, 
University of New Orleans.  
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Appendix R: Film Reference 
 
The DVD copy of the thesis Thrown is located in the Earl K. Long Library.  
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